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first	century,	global	conflicts,	dislocations	and	migrations—and	our	increased	consciousness	of	them	through	the	media—have	raised	the	stakes	in	relation	to	‘the	Other’.	If	there	is	a	tendency	to	understand	this	contemporary	global	dynamic	in	terms	of	a	thoroughly	hostile	interpretation	of	‘Otherness’	this	itself	has	provoked	in	some	a	countervailing	response	according	to	which	there	is	a	desire	to	address	the	stranger,	settler,	foreigner	or	even	heretic,	without	reducing	them	to	a	dangerous	pollutant,	perpetually	threatening	or	conversely	perpetually	defining	a	group	solidarity.	This	is	the	kind	of	view	expressed	in	the	work	of	Julia	Kristeva	for	example.	If	the	trope	of	the	Other	implies	something	disturbing	and	unsettling,	being	unsettled,	she	argues,	also	produces	dividends	in	personal	and	communal	terms.	An	incomer	or	foreigner	herself—travelling	as	a	young	student	from	Soviet	Bulgaria	to	Paris	in	the	early	1960s—Kristeva	searches	out	examples	of	how	crossing	boundaries	between	apparently	heterogeneous	difference/s	can	be	fruitful.	For	example	breaking	into	the	blissful	union	of	mother	and	neonate,13	the	‘father	of	individual	pre	history’	brings	the	psychic	advantages	of	language	and	symbolism.	Acknowledging	the	outsider	as	the	hidden	face	of	our	own	identity	shatters	a	limiting	complacency,	indicating	to	ourselves	that	we	are	always	also	awkward	inveterate	‘foreigners,	unamenable	to	bonds	and	communities’14).	And	in	relation	to	the	sacred	she	asks:	[w]hat	if	the	[it]	were	not	the	religious	need	for	protection	and	omnipotence	that	institutions	exploit	but	the	jouissance	of	that	cleavage—of	that	power/powerlessness—of	that	exquisite	lapse.15	
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Nonetheless	as	a	result	of	the	work	of	both	actor	and	film-maker,	it	could	be	said	a	glimmer	of	creative	optimism	emerges	in	this	film	about	the	devastation	of	a	whole	way	of	life.	The	narrative	concludes	with	some	measure	of	recovery.	Charlie	finally	agrees	to	teach	the	Aboriginal	boys	the	rituals	and	dances	whose	secret	knowledge	he	thus	reclaims.	And	of	course,	as	an	actor	and	dancer	who	has	now	won	numerous	awards	such	as	the	Australia	Council's	National	Indigenous	Arts	Red	Ochre	Award	in	2013	for	his	wider	contribution	to	the	Arts,	Gulpilil	himself	can,	in	some	ways,	claim	to	have	broken	down	the	exclusion	of	the	Other	and	to	have	partaken	with	his	non-Aboriginal	collaborators	in	the	renegotiation	of	a	different	dynamic	and	cohesive	group.	But	in	terms	of	a	wider	vision	for	the	future,	it	is	perhaps	more	significantly	in	the	future	of	Aboriginal	film-making	in	conjunction	with	non-Aboriginal	collaborators	as	a	wider	enterprise—to	which	creative	and	courageous	artists	such	as	Gulpilil	are	drawn—that	the	greatest	potential	for	dismantling	and	renegotiating	boundaries	and	liberating	the	imprisoned	sensibility	of	the	mainstream	is	held.		 In	conclusion	I	have	addressed	what	were	some	of	the	themes	of	the	original	conference	on	grounding	the	sacred	in	art,	first	of	all	by	discussing	the	term	‘sacred’	in	relation	to	the	work	of	Émile	Durkheim	for	whom	the	word	denoted	the	objects,	practices	and	assumptions	that	sustained	communal	solidarity	and	fostered	dynamic	energies	whether	or	not	they	were	conventionally	described	as	‘religious’.	In	reference	to	the	work	of	more	recent	scholars	of	‘critical	religion’	however,	I	have	suggested	that	the	terms	‘religion’	and	‘the	sacred’	derive	from	a	predominantly	western,	patriarchal	and	colonial	
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context,	forming	part	of	a	complex	network	of	interconnected	categories	that	represent	a	distinctive	and	dominant	discourse	of	power	constructing	a	privileged	identity	through	hostile	Othering	or	exclusion.	Arguably,	in	the	Australian	mainstream	a	discourse	of	‘religion’	imported	largely	by	settlers	from	the	west	over	the	last	two	hundred	years	has	been	used	to	help	exclude	Aboriginal	ways	of	understanding	the	world,	for	example	by	promoting	the	category	of	‘land’	as	an	exploitable,	God-given	human	possession.	Nevertheless,	drawing	on	the	work	of	Julia	Kristeva	I	understand	that	an	encounter	with	the	Other—the	Aboriginal	or	the	balanda—can	be	viewed	differently,	as	a	zone	of	disturbing	but	also	creative	possibility.	Normative	and	oppressively	exclusive	frameworks	of	meaning	and	value	may	be	established	in	response	to	a	need	‘for	protection	and	omnipotence’	that	powerful	and	privileged	institutions	exploit.	Yet	Kristeva	suggests	this	is	not	the	only	way	to	frame	the	stranger	or	alien.	Actors	and	directors	like	Peter	Djigirr,	David	Gulpilil	and	Rolf	de	Heer	thus	exemplify	a	different	and	more	creative	approach	through	their	collaborative	involvement	with	the	poetics	and	technologies	of	the	contemporary	art	of	film-making.	It	is	clearly	important	not	to	forget	the	imbalances	that	remain	embedded	within	such	encounters	and	the	consequent	risks	to	indigenous	Australians	particularly	of	further	dislocation	and	dispossession.	However	in	this	film-making	work	we	can	perhaps	begin	to	see	beyond	the	ever-present	danger	of	loss	and	dissolution,	something	of	Kristeva’s	‘exquisite	lapse’	where	we	trade	the	dynamics	of	power	or	powerlessness	for	the	birthpangs/	jouissance	of	emerging	ideas,	identities,	energies	and	revolutionary	relationships.			-----------------------------------------------------------------------------------------------------------------	
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